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Resurgeance of vision as the dominant sense.
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“And when they encounter works of art which show that using new media can 
lead to new experiences and to new consciousness, and expand 
our senses, our perception, our intelligence, our sensibility, then they will be-
come interested in this music...”
6
Karlheinz Stockhausen 7
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“Memories establish the past; Senses perceive the present;
Imaginations shape the future.”
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How are the sensory impaired included within de-
sign globally, today? The spaces we design as ar-
chitects seem to lack the inclusion of all the senses. 
Either this is the case, or we as users forget to listen, 
touch, taste and smell these spaces created. It is 
intended to incorporate the use of all the senses 
within architectural design and allow for the sensory 
impaired to experience architecture in a similar way 
the sensory able do. The key link to understanding 
these issues, is through phenomenology. Phenom-
enology argues the bias of vision and the exclusion 
or underplaying of the remaining senses; the argu-
ment here is it lacks the inclusion of the sensory 
impaired. It is found that through vision one is able 
to “experience” sound, it is through the means of 
visualisations and vibrations that the inclusion of the 
Deaf would take place. It is important to heighten 
the remaining senses to the level of the dominant 
(vision); thus elevating all users experiences through 
architecture.
[P]reface
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The list of words below appear throughout the text within Architecture Speaks: A music school for the 
Deaf. The intention of this glossary is to identify the meanings of missunderstood or ambiguous words within the text.
Hegemony Haptic Sense Tactile
Phenomenon Haptic
Ontological Continuum Olfactory
Hermeneutics
Leadership or predominant 
influence exercised by one 
nation over others.
grasping or getting something 
whole.
The Muscular sense refers to 
the sense by which we ob-
tain knowledge of our mus-
cles and to what extent they are 
contracted, also of the various parts 
of our bodies and the resistance of-
fering by external objects.
of, relating to, or being the sense 
of touch.
An observable fact or 
event.
Relating to or based on the 
sense of touch.
Relating to or based upon 
being or existence.
Timeless infinity. Of or pertaining to the 
sense of smell
“...the philosophical theory 
of knowledge that claims 
all cases of understanding 
necessarily involve both 
interpretation and applica-
tion” Schmidt (2006, p. 2).
[G]lossary
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“Making the world a better 
place for the next Deaf generation
- and for Deaf 
people now.”
Matthew S. Moore 23
St. Vincent’s School for the Deaf:
Placing a music school for the Deaf within an existing in-
stitution for the Deaf allows for a previously established 
user group to benfit from the proposed establishment.
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Introduction: 
“I think it is appropriate to challenge the hegemony  of vision - the ocularcentrism of’ our culture. And I think we need to examine very critically the character of vision that predominates 
today in our world. We urgently need a diagnosis of the psychosocial pathology of everyday seeing - and a critical understanding of ourselves, as visionary beings”. Levin (1993, p. 205).
This quote was said before the period of media and visual plethora which is today. How have sound effects and music enhanced this or is the visual sufficient?
“...; vision separates us from the world whereas the other senses unite us with it”. Pallasmaa (2005, p. 25). Does not being able to hear improve their perception of mass, form or experi-
ence of a space?
This thesis is an investigation of how peoples senses affect their perception of architecture today. Through this journey I intend to find out if architects cater for all of the senses within our 
buildings - one would make the assumption that this would produce better architecture. I am particularly interested in how this affects the Deaf, who have a heightened sense of vision - do 
they perceive our buildings differently?
Good architecture therefore would incorporate the needs and desires of the differently impaired through the remaining senses. The intention is not to neglect the sensory able, but incor-
porate them via a heightened awareness of sound through vision and experience. It is not to exclude sound within architecture but to elevate touch, smell, taste and sound to an equal level 
as the dominant visual expression today. I intend to explore architecture through the phenomenology of the exclusion or neglect of the sense sound, in contradiction to the above quote. 
Yes it is necessary to question visual dominance, but in terms of the audibly impaired this is their heightened dependent sense. 
Architecture speaks yet we forget to listen.
[E]ssay
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Phenomenology:
“Phenomenology may be defined as the study of how phenomena  appear. However, this is not limited to the visual domain. Phenomenology demands a receptivity to the full ontological 
potential of human experience. It therefore calls for a heightened receptivity of all the senses. Nor should this be perceived as some shallow, superficial level of reception. Phenomenology, 
as it was developed by Heidegger and Gadamer, necessarily entails a deeper, interpretative dimension in the form of hermeneutics “. Leach (1997, p.83). 
Perched on a luscious green mound, hills roll onwards towards the horizon, broken only by the slow, steady stream trickling ever onwards. A cool autumn breeze gently brushes my cheeks 
as the first drops of rain fall. Houses dot the landscape, seated on the wet grass I am aware of my surroundings. Dark clouds gather overhead, blocking the warm touch of the sun on my 
exposed face, the sound of the breeze penetrates my ears. The quaint twitter of birds fades as they flee the coming storm and I am struck with the aroma of the approaching rain. Camp 
fires burn out as the first downpour hits, a strange stench of wet wood enters as I succumb to the droplets falling on my skin. The familiar dryness experienced on my palate reminds me 
of my existence. These are my senses.
The above description of a personal experience would be lacking had it not incorporated all the senses in a descriptive manner. In the same way, the world is meant to be experienced 
through all our senses. How then does one relate the audible sense to someone who is audibly impaired? Does this mean that their experiences through life is somewhat lacking or 
deprived? As I am not sensory impaired I cannot comment, but could it be possible that I may have missed things which say a deaf or blind person would have picked up on. Possibly 
vibrations of the ground as the storm overhead brewed, through a heightened sense of touch; an ephemeral vision of a fox at the lip of the flowing stream, caught by the extension of their 
superior peripheral vision. Maloof(2011). It is impossible to comprehend or even relate the differences between the two “worlds”. Who is to say one outweighs the other? In this way we 
might be able to learn from the sensory impaired in terms of space creation; how does one incorporate the senses within architecture?
“To pass from one discursive space to another, to proceed by reasoning, a text becomes a necessary - though inadequate - conduit. Writing about architecture and perception are inevitably 
haunted by the question, can we see through the word into built form? If architecture is to transcend its physical condition, its function as mere shelter, then its meaning, like interior space, 
must occupy an equivalent space within language. Written language might, then, assume the silent intensities of architecture”. Holl (1994, p. 41). One way of experiencing space is through 
descriptive writing and the written form. The battle of achieving this is evident in the above quote and I am sure a struggle of similar proportions exists when trying to accommodate the 
senses within design.
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Is it possible that ones state of mind as well as spirituality 
during a specific time within a specific place is able to affect ones 
outlook and inclusion of all the senses?
Craig Warman 29
Great writers are able to encapsulate and elaborate on the use of all our senses through their texts. It is via this descriptive writing, writers maintain our attention and make their worlds 
known to us as their readers. We all visualise what authors write about in our own way... It is always the way we want to see it! Visual media is a major cause for us to be less responsive 
to the pursuit of using our imagination. As stated by Henry David Thoreau “The world is but a canvas to the imagination”(Unknown), this seems to no longer hold much ground; it seems 
we are force fed thought through vision. “I had become increasingly concerned about the bias towards vision, and the suppression of other senses, in the way architecture was conceived, 
taught and critiqued, and the consequent disappearance  of sensory and sensual qualities from the arts and architecture”. Pallasmaa (2005, p. 10).
Vision and hearing are arguably the two predominant senses. According to the quote above, vision currently maintains its bias in most disciplines, situated at the top of the sensory “food 
chain”. We as societies devour our environments through the sense of sight with no real relation to how the remaining senses contribute to a larger outlook. Pallasmaa worries that it is 
the sense of vision that is eradicating the remaining senses, he states “... it has left the body and the other senses, as well as our memories, imagination and dreams, homeless”. (2005, 
p. 19), a point of view of which I agree. He too states that all our senses are derived of or born from the sense of touch, “...Touch is the parent of our eyes, ears, nose, and mouth. It is the 
sense which became differentiated into the others... touch as “the mother of the senses”. (2005, p. 11). Therefore I believe it is possible to relate all the senses through the primary sense of 
which they were derived; touch. “...as we look, the eye touches, and before we even see an object we have already touched it. ‘Through vision, we touch the stars and the sun’,...” Pallasmaa 
(2000, p. 2).As a sensory able person it is vision of which I favour and rely on above all the senses. Through this essay the reader is considered a participant and encouraged to question 
the inclusion of taste, touch, smell and hearing within architecture.
How often do you notice the inclusion of all your senses in your daily activities? We often tend to rely on fewer senses, often ignoring or rejecting our environment (as one’s environment 
can only be fully comprehended through the use of all the senses available to that person); and we concentrate on our sense of vision. Whereas vision in isolation does not communicate 
our environment as a whole, yet it can reveal clues about the emotions and experiences of space in relation to the remaining senses. 
Many theorists and architects on the point of phenomenology argue the inclusion of all human senses. Juhani Pallasmaa even goes as far as to include an additional two senses, namely 
the muscular and haptic senses  (2005, p.24). As I am researching phenomenology of architecture from the point of view of the sensory deprived or impaired, it is important to note that 
their remaining senses are heightened. How does this affect their experiences not only relative to architecture, but with regards to their daily lives? How do we as architects Adapt our de-
signs to accommodate and improve the experiences of  the audibly impaired? As architects we are forced to accommodate, rightly so, the physically disabled by incorporating paraplegic 
access, paraplegic parking, paraplegic ablutions etc. but in many cases as an afterthought. If we can’t accommodate the most apparent of disabilities, then we definitely don’t care about 
the inclusion of all senses. Perhaps if we created buildings that were more user friendly towards the other senses, the users would be more conscious about their inclusion. It should be 
remembered that without the users, what is the point of architecture? “The dominance of the eye and the suppression of the other senses tend to push us into detachment, isolation and 
exteriority”. Pallasmaa (2005, p. 19). How might these decisions made, without reference to the sensory disabled or the senses as a whole, affect their (and our) practical experiences of 
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“Deaf culture is a set of learned behaviors and perceptions 
that shape the values and norms of deaf people based on their shared or 
common experiences.”
Trudy Suggs 31
the built forms which dominate this world? Is it even possible to answer such a question, as we have been experiencing architecture, arguably so, till the present without reference to the 
senses. “More than the other senses, the eye objectifies and masters. It sets at a distance, and maintains that distance. In our culture, the predominance of the look over smell, taste, touch, 
hearing , has brought about an impoverishment of bodily relations.... The moment the look dominates, the body loses its materiality”. Irigaray (1983, p. 198)
Vision has smothered  our remaining senses from experiencing architecture, incorporating automation, eradicating our sense of touch as we “shake hands” with our buildings as Juhani 
Pallasmaa suggests (1994, p. 33). We walk through automated doors, utilise automatic soap dispensers, automated taps etc. and as architects, presume this is the solution. “As a conse-
quence of its formal ideals, the architecture of our time is usually creating settings for the eye which seems to originate in a single moment of time and evoke the experience of flattened 
temporality. Vision places us in the present tense, whereas haptic experience evokes the experience of a temporal continuum . The inevitable processes of ageing, weathering and wear 
are not usually considered as conscious and positive elements in design; the architectural artefact exists in a timeless space, an artificial condition separated from the reality of time. The 
architecture of the modern era aspires to evoke an air of ageless youth and of a perpetual present. The ideals of perfection and completeness further detach the architectural object from 
the reality of time and the traces of use. Consequently, our buildings have become vulnerable to the affect of time, the revenge of time. Instead of offering positive qualities of vintage and 
authority, time and use attack our buildings destructively”. Pallasmaa (2000, p. 2). “In our culture of material abundance, lost in a spiritual desert, architecture has become an endangered 
art form. It is threatened by quasi-rational, techno-economic instrumentalization, on one hand, and the processes of commodification and aestheticization on the other. Paradoxically, 
architecture is simultaneously turned into objects of vulgar utility and objects of shrewd seduction”. Pallasmaa (2000, p. 8)
The economic situation of today dictate the standardisation of architectural elements as they are mass produced to reduce costs, which forces their use. The introduction of standards and 
regulations formulated the building process. If we are not careful as a society, we may eventually lose our most dominant sense, on which we rely. The world of the readymade and indus-
trialisation, dictates our window sizes, door sizes, finishes etc. Yet it is not this that necessarily dictates our architectural experience, yet I do believe it limits the ways in which we experi-
ence architecture. Even the most abstract and unconventional building has some form of standardisation. “Authentic architectural experiences consist then, for instance, of approaching 
or confronting a building, rather than the formal apprehension of a facade; of the act of entering and not simply the visual design of the door; of looking in or out through a window, rather 
than the window itself as a material object; or of occupying the sphere of warmth, rather than the fireplace as an object of visual design”. Pallasmaa (2005, p.63) On the contrary, architects 
such as Steven Holl, Carlo Scarpa and Louis Kahn are able to utilise these elements of the readymade within architecture in a better manner, but in my opinion it is still static and does 
not arouse all of our emotions. Their innovation appeals more to our senses than utilising the standard sizes. They have become great architects because of their innovative approach. For 
example as seen in Louis Kahn’s Salk Institute where the introduction of volcanic ash into the concrete mix of the walls allows for a sense of touch through vision. Jgonot (2011). He too 
utilises water in a certain way to evoke a space of serenity and peace and it is these elements which talk to you through their composition and materiality through vision. “We live in a period 
of repetition and convergence. The apparent ‘avant-garde’ reasserts itself in all its rhetoric, but only the agitation is radical, for the content is reactionary”. Frampton (1988 p. Unknown) 
The above statement should not be misunderstood. In my opinion only somebody who is aware of their senses is able to design buildings that appeal to all senses
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Use of water allows for a serene setting. It is also possible to portray a sense 
of sound through the visual, one of peace and tranquillity. Axis and 
symmetry is an inherent, subconscious awareness of beauty
The introduction of volcanic ash into the concrete 
mixture, as well as the rough finish and exposed 
fixing of the shutter board allows for a sense of touch 
through vision.
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We have removed the craftsmanship from architecture, which links our senses to our ever evolving architectural world. “When reflecting on the relationship between the academy and the 
workplace perhaps we also ought to bear in mind the old, now remote, tradition of apprenticeship”. Frampton (1988, p. unknown). We have reached a point of mass production and quick 
assemblage that one is unable to see the slow progressive nature of a skilled artisan at work. The slight imperfections that are evident in the work  brings to life the process under which it 
was created. It allows the age of the element to be portrayed through time as well as maintain a honesty to its materiality. “Construction in traditional culture is guided by the body in the 
same way that a bird shapes its nest by movements of its body. Indigenous clay and mud architectures in various parts of the world seems to be born of the muscular and haptic senses 
more than the eye”. Pallasmaa (2005, p. 26)
 
34
The process taken to create the mud hut below, as stated by Pallas-
maa, seems more to derive from the muscular and haptic 
senses. Yet it is clearly evident that it is possible to portray 
architecture of visual beauty through this process. The patterns pro-
duced by the hand are not identical and one is able to see the slow progres-
sive nature of construction.
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Within architecture today, we are lacking the inclusion of the hand as a mediator between the brain and the product. We rely on the hand-to-mouse or hand-to-keyboard relationship to 
portray and evoke our struggles within our finalised product. It is the lack of tactility and hapticity between ourselves and the work which neglects our emotion and feelings within archi-
tecture. Leonardo da Vinci’s Vitruvian man allows for the creation of architecture relative to the proportions and scale of our human bodies. I believe that this drawing does not include the 
senses within design, yet was it, at that time, necessary? A connection existed between thought and product via the sense of touch. Our brain is able to unite the thought process with the 
final product, through the struggle of error, this is evident in the art works of Reece Jones as seen below. It is also true that a process would be taken to complete a building, there was no 
quick way in which to represent ones ideas visually  and accurately (as we do today) and sell the client on the idea then and there. It is through the loss of this process I feel our architec-
ture lacks emotion. This comes back to the speed of production in our industry, time is money, and so the mass produced elements of architecture are meshed into a final design within a 
several months, all just to maintain the running of a business. This leads to architects who do not care for architecture, and so we need to produce at an equal pace to stay afloat. Gone are 
the days of the Vitruvian man, our canvas has become a computer screen, and the computer is able to generate the final detail. We are becoming so far removed from our sense of touch, 
this makes our drawings synthetic. If this is the case how do we appeal to the senses. Today we are able to design to the millimetre, yet society has lost the sense of feel that most of our 
builders are not skilled enough to produce what we have drawn in reality.
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“Reece Jones enacts a very physical relationship with his 
heavily worked charcoal drawings. They are created through a process of 
drawing and erasure – the former representing the planned, cogni-
tive part of the process and the latter that left to chance”. 
The Drawing Room 37
The Deaf and their experience:
What if it is Vision on which you depend? For deaf people or people who are hard of hearing, this is the case. They have been brought up in a world in which they have to utilise all the 
remaining senses, of which vision is their primary. How now is it fair to neglect the sensory impaired, not just in architecture but within society? “...our five senses work in concert with 
one another such that the loss of one is compensated by increased sensitivity in the remaining four”. Maloof (2011). Yes, deaf people are able to utilise the remaining senses, and to a 
higher degree than that of the sensory able (Maloof, 2011), but it is the sense of vision on which the Deaf rely and so vision in their case remains the bias as it does, arguably so, even for 
the sensory able.
As deaf people’s remaining four senses are heightened above that of an average persons (Maloof, 2012); their peripheral vision increases and it is the sense of vision that is able to relay 
their remaining senses. “The body is being tuned as an instrument of production as well as of cultivated consumption. As the techniques instrumentalize the body more and more deeply 
we seem to lose the fullness of experience, of touching the real”. Knesl (1988, p. unknown). The view of a textured surface relays an idea of touch through its materiality. It may convey 
a sense of depth through its rough texture or vice versa, almost encouraging, challenging the participant/occupant to stroke or touch the surface as they pass. “The way spaces feel, the 
sound and smell of these places, has equal weight to the way things look”. Holl(2005, p. 7). The above quotation brings new light to the realities of the world, it is through all the senses 
we experience our daily lives from a distance. “Materials and surfaces had a language of their own”. Pallasmaa (2000, p. 3). One might question how say a burn victim who has lost their 
sense of touch, or a crack addict who has destroyed their sense of smell would experience architecture? The monotonous routine of our daily tasks have allowed us to neglect our senses 
and accept these on goings as a given. “The primacy of the tactile  sense has become increasingly evident. The role of peripheral and unfocused vision in our lived experience of the world 
as well as in our experience of interiority in the spaces we inhabit, has also evoked my interest. The very essence of the lived experience is moulded by hapticity  and peripheral unfocused 
vision. Focused vision confronts us with the world whereas peripheral vision envelops us in the flesh of the world. Alongside the critique of the hegemony of vision, we need to reconsider 
the very essence of sight itself”. Pallasmaa (2005, p. 10)
Is it not so then, that the Deaf communities are able to experience the world through their peripheral vision in ways we are not? As a society we shun the stigmatic sensory deprived and 
assume roles of which we think they should undertake, yet there are important aspects and lessons to be learnt from the sensory impaired. “One of the greatest hurdles disabled people face 
when trying to access mainstream programmes are negative attitudes. It is these attitudes that lead to the social exclusion and marginalization of people with disabilities”. (White Paper on 
Integrated National Disability Strategy, 1997).
Who is to say that a deaf or a blind person cannot, to the same degree, undertake equivalent tasks? The schools we create to segregate them from society do not allow for optimal growth, 
however I agree that different teaching methods are required and so different schools are necessary. It is our duty to include the Deaf, or the sensory impaired, into society in some way or 
38
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another? We, as a society, are unaware of their desires and assume specific, limiting roles for their future. We have created obstacles for the disabled of which many choose to be prohibited 
by. On the contrary evidence exists where this stereotype was chosen to be broken. Blind architect Chris Downey utilises the sense of touch to portray his designs and it is evident in his 
designs that a possibility exists where we as fully sensory functioning beings neglect certain aspects of design. “At first I thought, okay, this is going to be a limitation. But then I realized 
that the way he reads his drawings is not dissimilar to the way we experience space. He will be walking through a plan with his index finger, discovering things, and damn, he is walking 
through the building!”. Meub (2012)
Is it possible to incorporate a sense of sound for the sensory impaired? Possibly utilising the bias of vision, enhanced visualisations replicating a sense of sound along with vibrations to 
illustrate the sense of hearing. Sensory able people are able to relate sounds to visuals and so is it not possible to reverse engineer sound through the remaining senses? “Sight isolates, 
whereas sound incorporates; vision is directional, whereas sound is Omni-directional. The sense of sight implies exteriority, but sound creates an experience of interiority. I regard an 
object, but sound approaches me; the eye reaches, but the ear receives”. Pallasmaa (2005, p. 49)
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“Reading a drawing with your fingers is a totally different process than 
seeing it with your eyes. With sight, you immediately see the whole 
and you drill deeper into the detail. When reading with my fingers, I read from 
the detail toward the full image.” 
Chris Downey 41
How is it fair that we isolate the Deaf when concerning vision as the current bias of our modern day and age? Yes as stated, it is true that the sense of vision over powers all the remaining 
senses, yet for the deaf it is this sense of vision on which they rely. I think it is important to incorporate all the senses within architecture, as writers do within their texts. Not necessarily to 
profess one as the dominant and try to underplay it, but to heighten the remaining senses up to the same stature as the dominant? Whether sensory able or sensory impaired, the elevation 
of all senses within architecture will be to the benefit of all. Thus incorporating the two dominant senses, namely vision and hearing, as well as the remaining three. One might ask, how 
the sense of taste and smell could be incorporated within architecture? 
Approximately 75% of what we taste is orientated around the sense of smell. “The connection between our mouth and nose is when the odour molecules from food travels between the nose 
and mouth to the olfactory  receptor cells”. (Charlize, 2012). Taste and smell are linked senses. It is through this link that the taste of architecture could be incorporated. Through certain 
smells, one is able to assign a sense of taste, whether that sense is one hundred percent accurate is irrelevant. I believe that a similar relationship exists between the eyes and the ears. It is 
just up to us as humans to explore these links, it does not matter the accuracy of these explorations, what matters is that these links be explored. In terms of sensory impaired exploration, 
it is therefore possible to identify and relate to their struggles and incorporate them into society.
As suggested by Pallasmaa and Merleau-Ponty, it is through vision we are able to touch, yet we forget that it is also through vision we are able to hear. There is a difference between being 
in a space, hearing exactly what takes place within that space and relying on your sense of sight to portray the emotions and sounds one expects to hear. It is possible through two-dimen-
sional images to sense or feel the spaces portrayed. Take for example the architecture of Japan, I have not been to Japan and experienced its architecture first hand, yet I am able to feel, 
hear, touch, smell and even taste some of these spaces through two-dimensional portrayals. In the crazy on goings in Japan’s bazaar’s one can see the sound, especially when comparing 
it to a serene Japanese Zen garden. This is an extreme example, but I am confident it portrays my point. Let’s take a look at some more personal architecture in Japan, where this strong 
contrast is evident within meters of one other. 
Japanese Streets
 
It is not only through vision we “hear”, but through the sense of touch one is able to portray a sense of sound. What we are dealing with is the imaginative translation from one sense to the 
other through representation... (this is an image). When touching a certain material that is used within architecture we are able to sense the sounds this material produces. Take for example 
two table tops, a dense wooden one and a metallic one. Upon placing an object  down on the surface, it is possible to feel the sound this object might generate. This too is evident when 
looking at flooring materials, say carpet versus tiles. A Deaf person may sense the sounds it generates through the sense of touch.
The perception of these phenomena is able to evoke vastly varying results, one may perceive the senses differently. I believe it is the perception of these senses that alter when comparing 
the sensory impaired to the sensory able.
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The busyness seen in the image to the left is evocative of sound. 
It is through the visual we are able to perceive  this relationship.
Within meters from one another, two completely altering affects are 
achieved. One is able to sense the peace and serenity within both 
spaces, but the threshold defines two spaces in which differing sounds 
are perceived through visual means.
Craig Warman 43
This can also be seen in the musical realm where Carl Maria von Weber states, “Times are getting harder for the composer. There is so much music-making nowadays: from its youth up, 
the public is over-accustomed to music, so that its sensitivity to it constantly declines. That very piece of music which leaves people unmoved today because their ear is sated with music, 
would affect them greatly if they had heard no music for a whole year”. (1967, p. 61) In the same way we react to the world on a visual basis, taking the tedious daily routines and their views 
and visuals for granted. Yet when exploring a foreign landscape we find our vision stimulated. In the book, Through Music to Self, Peter Michael Hamel states “There is no doubt about it, 
each of us ‘listens’ to his music, is more or less familiar with its characteristics, has his accepted taste and links the pieces he knows with given emotional, mental or even unconscious 
associations”. (1976, p. 7). I believe that music as a subject and the way we react to certain pieces, emotionally, mentally and unconsciously; is what can be said of the creation of space. 
The creation of space is able to emit reactions of a similar, if not identical nature.
It is too, evident in the music of Mozart, whom at the age of 47, lost his sense of hearing (Unknown). Yes he had the advantage of being able to hear music at first, but it is said that he 
produced some of his best works subsequent to becoming deaf. The intention of this thesis is to encapsulate sensory architecture to the fullest, not just for the sensory impaired but to 
heighten those who are sensory able. 
The use of materials should be part of our design affect, as they age they give our buildings character and authenticity. The only reason we are so concerned with maintaining our buildings 
is that the wrong materials are used to resolve details. We are so concerned with maintenance that we forget that the wearing of materials should be part of our design affect. 
“Within the experiential continuum of enmeshed space, we understand distinct objects, distinct fields, as a ‘whole’. Our experience of a city can only be, however, perspectival, fragmented, 
incomplete. This experience - unlike a static image - consists of partial views through urban settings, which offer a different kind of involvement or investigation than the bird’s eye view, 
which is typically used by architects and planners”. Holl (1994, p. 48). It is important to note what is said by Steven Holl, ones experience through a space consists of many aspects 
through time, it is the compilation of these experiences which provide an overall view of the spaces created. It is for this reason that architecture, not just for the Deaf, but in general needs 
to address every element in fragmented portions to create dynamic architecture.
“Although schools for deaf children focused on training children to fit into a hearing world, Deaf adults gathered in cities and towns where they formed their own communities, often based 
on school ties from childhood, and communicated freely with one another, usually in sign language”. Monaghan, et. al. (2003, p. ix). From the above quote we are able to see the exclusion 
of the Deaf community within society, the intention of this thesis is to provide a link between society and the Deaf. So often as stated by Monaghan, the Deaf cultures are isolated due to 
their education and exclusion from society. “...these schools have often been the seeds of signing Deaf communities”. Monaghan, et. al. (2003, p. x). Therefore I feel it is important to allow 
communication between society and the Deaf communities. “We see only its result: the suffering of the people in a weaker position - deaf people themselves, many times hearing parents 
44
“I search for the realness, the real feeling of a subject, 
all the texture around it... I always want to see the third di-
mension of something... I want to come alive with the 
object.”
Andrew Wyeth 45
of deaf children, and sometimes interpreters and teachers. The affects of this conflict includes inadequate access to the benefits of hearing society, ostracization, illness, and frustration”. 
Monaghan, et. al. (2003, p. 49). 
It is intended to incorporate these two “cultures” through music and performance, disproving Bensons ignorance of the power of silence in performance, “.., while reading a text or encoun-
tering a piece of visual art is something that can be done silently, the result of a performance must be that of sound. There can be no silent musical performance”. (2003, p. xiii). I do not 
believe that sound is imperative to appreciate a musical performance, I feel this is a misunderstood statement made by Benson with disregard to the sensory impaired.
We attend institutions to learn to become architects because we want to influence the creation of our environment. Perhaps one way to contribute positively is to create buildings which 
appeal to all the senses in a practical manner creating dynamic architecture.
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“Kindness is the language which the deaf can hear 
and the blind can see.” 
Mark Twain 47
Conclusion:
“The idea that only design, which is comprehended visually, can be art is a narrow conception. Not everything grasped by our other senses through our whole human consciousness and 
which has the capacity to communicate desire, pleasure, or emotions can also be art”. Wrede (1980, p.53)
As a design student, I believe it necessary to find the link between the human senses and architecture. Like Leonardo da Vinci managed to link the connection between human proportion 
and architecture, I am attempting to tie the senses within architecture. When looking at Frank Lloyd Wright’s, Falling water, there is a definite link between nature and the building created. 
What is interesting is that his building appeals to all senses (perhaps this is the criteria for good design).
If the Deaf have superior vision and the Blind experience space through echoes, does this change the way we should be designing our buildings? I am concerned if we forgot to include all 
the senses, our eyes will cease to see and our buildings will become static, not contributing positively to our environment. My design shall have a holistic approach and for this I believe 
I need to understand the natural elements fundamentally. We all interpret architectural forms in a different way, our brain processes what our dominant sense describes it as being.
I feel the inclusion of water, light, shadows, colour, movement, visuals and hapticity within architecture will arouse the senses if done in a tasteful manner. For example, the intention is not 
merely to use shadows as a definition of texture, they should also be utilised to create change, time and movement.
This document is a journey in order to try and understand the very definition of architecture. My belief is that we would visualise a building in a different manner if all the senses were to 
be processed together, rather than the way we as society rely on vision.
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“I love those who can smile in trouble, who can gather strength from distress, 
and grow brave by reflection. ‘Tis the business of little minds to shrink, 
but they whose heart is firm, and whose conscience approves their conduct, 
will pursue their principles unto death.”
Leonardo da Vinci 49
“When I stand before God at the end of my life, I would 
hope that I would not have a single bit of talent 
left, and could say, ‘I used everything you gave 
me’.” 
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“We are all instruments endowed with feeling and memory. Our senses are so many strings that are struck by surrounding objects and that also frequently strike themselves.” - Diderot 
(1744)
The Senses, without them we are nothing but a mind imprisoned within a body. Unable to interact with the objects that surround us, nor perceive their sensations. The senses allow us 
to connect to the world and help us to mentally construct a further understanding of not only our immediate surroundings but the earth in general. Unfortunately however not everyone 
is blessed as such, and many people around the world are either born without certain senses or lose one or more of the senses due to an accident or illness. The most common usually 
being the loss of sight or hearing. In This Essay I will outline a brief history of the deaf referring to specific elements within South Africa, such as the evolution of education for the deaf as 
well as the progression and integration of deaf people into a modern South African society as according to recent reports there are approximately 4 million deaf and hard of hearing people 
currently living in South Africa. (Deaf Community - South Africa, 2009)
 Firstly I will look at early historical accounts regarding deafness within South Africa, and from there move to a more modern perspective which will outline the comparison between the 
two. As one would expect of a country with a history such as that of South Africa, the level of unemployment as well as illiteracy has always been a major concern in general. However 
when these factors are brought to light within the deaf community we are faced with an even greater problem, as the deaf are hindered in terms of opportunity and progression. According 
to historical records South Africa has however always strived to provide services and opportunities for its deaf community. While there are not many early published reports by Africans 
themselves, we can refer to various publications by various Europeans who were situated in Africa at the time. “in Cape Town, where F.G. Barnes (1929) visited “a very lively Deaf club, 
organised only about six years ago by Mr Blaxall ... The deaf were generally a well-to-do, self respecting group, taking a prominent part in the management of their organisation, and with 
a broad view of their duties and responsibilities to their own class” Barnes (1929, p. 18). Barnes, an experienced professional touring deaf services, admired the vocational training he saw 
at the Worcester institution. Nowhere in Britain, he thought, “could we attempt such work as full suites of furniture of high grade as I saw being built in the workshop at Worcester by deaf 
lads of nineteen and twenty” Barnes (1929, p. 26).”
[H]istory of the Deaf
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One can observe the acceptance and integration into the working community even at such an early stage of South Africa’s progression.  The extent of such was noticed and admired by 
traveling Europeans who witnessed these scenes.  Various other reports recorded by Europeans include accounts of deaf South Africans achieving various respected roles within society 
regardless of their disability. These include accounts of self-rehabilitation camps which facilitated this re-integration.  These camps would prepare the individuals for more “elevated city 
jobs” and proved very efficient with some participants even rising to become surgeons, politicians and many other respected professions.  Another man who overcame deafness was 
Michael Sutton, who was recounted in the journals of David Wright (also deaf) as becoming: “the most famous and sought-after architect in South Africa”, and a phenomenal lip-reader” 
Wright (2005, p. 131).
Progression of services for the deaf
“I have always thought it would be a blessing if each person could be blind and deaf for a few days during his early adult life. Darkness would make him appreciate sight; silence would 
teach him the joys of sound.” – Helen Keller (1933)
As South Africa grew as an independent country it started to focus more on the needs of the disabled community and what could be done to better their quality of life as-well as make 
various regular activities and opportunities available to them as they are to the general public. South Africa adopted an independent form of sign language known as SASL (South African 
Sign Language) and began the implementation of the language in various learning institutions. For example one may study SASL at WITS University. This is achieved by working hand in 
hand with The Centre of Deaf Studies to deliver an education in SASL based on three different learning stages. Namely: Practical sign language, theory and assessment. SASL was officially 
recognised in South Africa in 1996 as an accepted formal language.
Education is one of, if not the most important factor in any developing community or society, and with one looks back at the progression of education for the deaf it is evident that the church 
was strongly involved in laying the foundations for the deaf education system. “The first school for the deaf in South Africa was established in cape town in 1863 by the Irish Dominican 
Order, under the leadership of Bishop Grimley.” - Mesthrie, P. 131)
This early established school was open to the deaf regardless of race or creed.  But by the early 1900’s two more schools for the deaf had been established within South Africa, but these 
only accepted white deaf children, mostly the offspring of the Dutch settlers. It was not until 1933 that a further school for the death called “Nuwe hoop” was established for children of 
colour only. The first school for black children only based in the Johannesburg area was opened in 1941. Named “Khutlwanong” , this church was originally founded by the Johannesburg 
Deaf and Dumb Society, and was eventually taken over by the Dutch reformed church. As South Africa’s infrastructure continued to grow, various other schools for the deaf began to take 
form, however due to the conflicting nature of apartheid during that era, there were always strict separation policies in place concerning which race attended which school.  Due to the 
nature of Apartheid different languages were taught in different schools and no common system was adopted. It was only after the birth of the rainbow nation and the uniting of the South 
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African people that a country wide form of communication for the deaf could be accepted, and this eventually led to the birth of SASL as we know it today.
As South Africa continued to progress as a united nation many new opportunities became available to the deaf with regard to sports & recreation, religion, performing arts, employment 
and health awareness. A few examples of these advances are evident in the various organisations and programs  that have become available to the deaf public of South Africa. The South 
African Deaf sports federation (SADSF) strives to promote athletic participation amongst the deaf community by offering such sports as: “Athletics; Cricket; Soccer; Netball; Volleyball; 
Golf; Table Tennis; Swimming; Squash; Cycling.” (Unknown, 2010).  The birth of this committee started with the introduction of athletics for the deaf in the early 80’s. “South African Deaf 
Athletics was introduced in 1981 after the identification of the need for competition at school and club level between all Deaf athletes in South Africa. For the first time in history a South 
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African Deaf Athletics Championship was held in 1981 in Worcester, Western Cape.” (Unknown, 2010). 
This lead to the vast growth of sporting events for the deaf within South Africa and encouraged many other young deaf South Africans to follow an athletic dream. 
“SOUTH AFRICA: New comic book on HIV/AIDS launched for deaf community. Using illustrations of South African Sign Language instead of speech bubbles, a new comic book is reach-
ing out to the deaf community with messages about HIV and AIDS, sexual violence and sexual rights.” (Unknown, 2011).  These health warnings are not the only modern communal 
advancements that have been implemented for the deaf; in 2003 the Free State University began work on the first visual bible created specifically for South African sign readers.  In terms 
of performing arts, in 2006 the South African Broadcasting Company began work to air the world’s first ever deaf television series. A comedy based story starring only deaf cast members. 
In conclusion one can observe the progression and integration of the deaf living within South Africa and the close effects that Apartheid had on the segregation of South Africa learning 
development for the deaf which ultimately lead to hindrance of the deaf culture as a whole due to the limitation of similar forms of communication. We see that this occurred as different 
schools were using different teaching methods based on particular race. However first hand European accounts do suggest that there was an early effort to integrate the deaf into South 
Africa during its initial communal stages, more so even than other British countries. It is a testament to the growth we have experienced as a culture and community that there is now a single 
language for the deaf within South Africa which is generally accepted. Sporting and artistically creative advancements have also been encouraged. While unfortunately due to the nature of 
our country we will always face problems and economic difficulties which may result in statistics looking bad on paper , these advances indicate that the rainbow nation has embraced its 
disabled community, and provided a place for them.
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[M]usic & the Deaf
The Relationship between Music and the Deaf.
“And as I grew older, I then auditioned for the Royal Academy of Music in London, and they said, well, no, we won’t accept you, because we haven’t a clue - you know - of the future of a 
so-called ‘deaf’ musician. And I just couldn’t quite accept that.” (Glennie, 2012) 
Music; for the average person music is enjoyed as an everyday delight. However many of us not only take the most delightful rewards of the senses for granted but we often forget to fully 
appreciate the senses themselves. For those who are not so lucky and are impaired in terms of missing one or more of the five senses, may have an entirely different perspective on many 
everyday sensations that we regularly perceive without thought or complication. One of the most prominent of these sensations is music. 
I will attempt to interpret and portray the feelings and thoughts of various deaf individuals who are directly or indirectly involved with music, including various theories and success stories 
which point to the determination of the human spirit when faced with an impossible goal: to connect with a sensation which you lack the sense to experience. 
Firstly it is important for one to note that the common misconception amongst regular society is that music is not a part of deaf culture. The common view adopted by people that are in 
full possession of their five senses is that music would be far less enriching and emotionally transcending to a person of the deaf community. This view is not necessarily correct however 
as music is indeed a part of deaf culture, although it is experienced differently and may not hold as much weight within the deaf community as that of the regular community.  
“Historically, the media have played an important role in the way we perceive persons with a disability.  Literature, television, and movies in particular, have not always been kind or accurate 
in their portrayal of deaf individuals.  Deaf characters have been depicted as dimwitted and helpless (Johnny Belinda), animal-like (The Miracle Worker), or bitter and rebellious (Children 
of a Lesser God, Bridge to Silence).  The fact that the message appears in print or on screen often gives it unjustifiable credibility.” (Darrow, unknown)
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In Direct contrast to this general condescending and discriminating view of the deaf, we also have examples of deaf individuals accomplishing incredible feats which in some cases would 
have a profound and lasting impact on their various different fields. The greatest and most famous example was none other than Ludwig van Beethoven.  Recognised as one of the greatest 
musicians and composers in history, Beethoven was gifted beyond the general populace of musicians, and although we associate hearing to be the most important sense associated with 
the field of music, he was able to overcome this disability and cement his place in musical history. It is said that Beethoven “hacked” the legs off of his piano and placed it on the floor in 
order to feel the vibrations. (Unknown)
“How sad is my lot, I must avoid all things that are dear to me” (Beethoven, unknown). From many of Beethoven’s quotes and personal thoughts which have been extracted from personal 
letters, he wrote to his closest friends and companions confiding his loss of hearing to them and the profound personal affect it had on his personality and his passion. 
Beethoven was well aware of the difficulties and challenges that would be experienced in trying to maintain his connection with music even when his hearing was failing, however although 
he only started going deaf in his twenties and already had an extensive knowledge in the practice. This combined with his prominent natural talent for music allowed him to continue to 
compose music even after he was deaf. However he could no longer perform.
Having explored the life of Beethoven and gaining a historical understanding of deafness in relation to music, we see that a similar yet modern account can be found in the life of Evelyn 
Glennie, a highly acclaimed deaf British percussionist who is a modern musical success story who has performed in front of the whole world on multiple occasions, most recently at the 
opening ceremony of the London 2012 Olympic games, where she led the percussion section of the orchestra. She has also won multiple musical awards regardless of the fact that she 
is disabled in the form of deafness. 
“First and foremost I am a sound creator. Everything I do is derived from sound in spite of my profound deafness. I strive to explore every sound avenue and surface including design, 
technology and physicality. I enjoy the challenge of creating a ‘no-fuss’ approach and relish the idea of building a global legacy brand that will live long after I have departed the stage”. 
(Glennie, unknown).
Evelyn Glennie is a fascinating case as she has brought more insight into the relationship between music and deafness than anyone before her. This is due to her alternative interpretation 
of sound which she has had to adapt due to the fact that she is profoundly deaf. “Deafness does not mean that you can’t hear, only that there is something wrong with the ears,” (Glennie, 
unknown).
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This alternative yet enlightening view surrounding sound led Evelyn to develop an alternate way of hearing. Simply put she learned to feel sound as opposed to using her ears to hear it. 
She explains it in an essay as the following: “ “Eventually I managed to distinguish the rough pitch of notes by associating where on my body I felt the sound with the sense of perfect pitch 
I had before losing my hearing.” (Glennie, unkown).
Instead of submitting to various treatments and procedures which have a good track record in terms of allowing the profoundly deaf to be able to hear music and certain other sounds, 
Glennie decided she would rather remain profoundly deaf as she had been since the age of 8, her reasoning based mainly on the fact that she had taught herself various other ways of using 
the body to hear throughout her life as she grew up and continued to live with profound deafness. This led Glennie to adopt an entirely different perception of sound as she grew older, and 
she did not want to risk losing this alternate harmonious connection she had established with sound and music. Simply explained, Glennie used her body and feet to feel the vibrations 
from the music that was being created, she started noticing that different notes produced different vibrations and from this she then pieced together the various notes and memorised their 
corresponding vibration. Glennie then advanced to making musical patters consisting of many different notes via this technique. She has now been honing this skill for a lifetime and is 
highly adept at a large number of different music instruments, all of which she has learned by applying the same alternative principle.
Glennie also has various methods of teaching music in an alternative manner as opposed to more mainstream traditional styles of teaching music. “For example, she had children at an 
elementary school in Wisconsin use their imagination and develop their own world of music, according to an April 2004 article in Wall Street Journal. “Use your body, the floor, and the 
room is like an artist’s canvas,” Glennie told the kids during class. “You’re drawing sounds. These are our paintbrushes and colors.” She explains, the contrast, intensity, and the sound 
color create diversity in music that is unique to everyone.” (Unknown)
After exploring these phenomenal cases of particular deaf individuals and the extraordinary way they developed an alternate form of interpreting sounds, one must also take into account 
the wider population of deaf individuals and the general interpretation that this culture has associated with music. The word “culture” is used because the deaf community has their own 
language (sign language) and although this may vary slightly in different parts of the world it is essentially the fundamental common place connecting all deaf people. Because of this 
they can be referred to as a culture.
When one is exploring the connection between music and the deaf, it is important to consider that the deaf are classified into two groups. Namely “The Deaf” with an uppercase D and 
“the deaf” in lower case. This distinguishes the following within their community: People who were born deaf (“The Deaf”) as opposed to people who developed deafness throughout their 
lifetime from either some type of sickness of accident. (‘the deaf”). This difference is very important when it comes to interpreting sounds through an alternate form of hearing. People 
that acquired deafness over their lifetimes are generally much more perceptive to alternate forms of hearing especially when it comes to interpreting music and vibrations. This is mainly 
due to the fact that they had experienced the joy of hearing music at some point in their past before they were deaf, and hence find it far easier to sub consciously link certain colours and 
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Evelyn Glennie
“I suppose I don’t hear things, but I listen, if you know what I mean. And 
there is a big difference between hearing and listening. 
So it’s like a conversation, you know. When you speak to someone, 
it’s one on one, and that’s exactly how I play.”
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vibrations to music. However people who are born deaf and never have the opportunity to hear have great difficulty in finding any reference to connect to which can help them understand 
the experience of music.
The deaf community has grown greatly as the world’s population has continued to increase dramatically over the past 100 years. And many would be surprised at the fact that there are many 
deaf people involved in music. “There are a number of professional musicians with moderate to profound hearing losses” (Merchant, 1989).  (8) Although this may sound surprising and 
unrealistic, it is tied to the very fundamental elements of human nature, for Hamm, Nettl, and Byrnside (1975, p 71) stated that, “There is no culture known to man, no single civilization of 
the past, that does not have its own body of music.  The deaf culture is no exception.” (Darrow, unknown p.5)
This phenomena portrays the important role music has always played in human civilization, and various studies have been done in order to discover the views, feelings and opinions held 
by members of the deaf community regarding music. Some of the primary conclusions were as follows: 
“1) Cultural identification is a strong influential factor in deaf individuals’ involvement with music,
 2) Deaf individuals that do involve themselves with music do so in ways similar to hearing individuals, 
3) Certain factors related to family involvement with music and musical training seem to be indicators of the role music will play in the lives of deaf individuals, and 
4) Deaf individuals do not participate to the degree that hearing individuals do in common ritual uses of music.” (Darrow, unknown p.5-6).
In conclusion it is evident that although the deaf may not be able to embrace music on the same level that a regular person can, it is still very much a part of the deaf culture and the grow-
ing deaf community. So much so that certain deaf individuals have found a way to excel in the musical field and become famous musicians who perform all over the world. It is also a 
true testament to the incredible ability of the human body to find alternate forms of connecting with a particular sense which they were born without or has been lost to them through other 
factors. It is this incredible aspect of the human spirit which motivates us all to follow our dreams and find success regardless of the barriers and difficulties, which lay before us.
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Music it is said, relates to the art of mathematics, for this reason I believe it is possible to learn an instrument based on fundamental principles. Putting these principals into action in an 
ordered, structured manner utilising repetition and symmetry to produce a decent sound. To touch on this topic briefly, upon learning music, one learns the basics first (basic chords, A, 
B, C, D, E, F progressing towards the major and minors of each chord). Utilising these chords and a principle known as chord progression one is able to structure a song. For example: 
Firstly one must select the progression in which they would like to play (Progressions are varying chord combinations that provide a song with a specific, distinct sound). Provided in the 
first table one can choose a progression based on the right hand column, which best suites the song they are willing to achieve.
Once the progression is established a key in which the song is going to be played needs to be determined. The general tune of the progression will remain regardless of the key it is played 
in, but playing with different keys adds different “flavours” to that melody.
Note:  Major keys = Happy tone
 Minor keys = Sad/somber tone
Mixing minor keys (sad) with major keys (happy) will make the song sound rather “ironic”.
As a general rule one can follow this as a guideline:  A = Melancholic
       B = Sharp
       C = Happy
       D = Classical
       E = Hard (Mainly metal, also used in military music
       F = Passionate
       G = Tragic
As a practical example, say one was to play a sad ballad. Our first table says that we are to follow the chord progression of I - IV - V - V. If say you would want this to sound even sadder, 
it would then be played in a minor key. We can then determine that we would like it to be a melancholic melody which therefore determines that we need to play in the A key, specifically 
the A minor.
If we move to the next table, one can locate the A minor chord and determine the remaining three chords that are associated with the A minor chord. In this case it is the D minor and the 
E minor. Hence our progression is as follows... Am - Dm - Em - Em. This will be able to stand as a melodic tune and provide bones as a song on its own.
Now say one would like to add a variation to the bones, say a chorus or an interlude. 
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C
G
D
AEb C F#
G B
F C#
D E
Bb G#
A
Major
Minor
Eb/D# E
Bb
Ab
B
F
Db
Gb/F#
I - I - IV - VI Wistful Ballad
I - IV - I - V Heavy/Funky Song
IV - V - IV Rebelious
I - III - IV - VI Energetic
I - VI - IV - V Creepy stuff
I - IV - V Nirvana/Foo fighters
Key Chord Chart
Major Key I II III IV V VI VII
A A Bm C#m D E F#m G#dim
B B C#m D#m E F# G#m A#dim
C C Dm Em F G Am Bdim
D D Em F#m G A Bm C#dim
E E F#m G#m A B C#m B#dim
F F Gm Am Bb C Dm Edim
G G Am Bm C D Em F#dim
Key Chord Chart
Minor Key I II III IV V VI VII
Am Am Bdim C Dm Em F G
Bm Bm C#dim D Em F#m G A
Cm Cm Ddim Eb Fm Gm Ab Bb
Dm Dm Edim F Gm Am Bb C
Em Em F#dim G Am Bm C D
Fm Fm Gdim Ab Bbm Cm Db Eb
Gm Gm Adim Bb Cm Dm Eb F
We turn to the chart known as the circle of fifths. We are able to locate ourselves based on our initial A minor chord. We are able to now establish a key change which will relate to our A 
minor key and act as a chorus. The outer circle represents the Major keys while the inner circle represents the Minor keys. Once we have located the A minor (within the inner circle), we 
are able to do two things. We could use the C major key (Which is located within the same slice, thus making the chorus slightly happier) or we could use one of the neighbouring minor 
chords; in this example either D or E. 
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[S]ounds of Space
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Daniel Liberskind - Jewish Memorial Museum
Model of the Jewish Mu-
seum - Daniel Libeskind 
utilises innovative introduc-
tions within architecture to 
stimulate the senses within 
architecture. Unfortunately 
in the case of the Jewish 
museum in Berlin, this is 
done with negative conno-
tations to exhibit the social, 
political and cultural history 
of the Jews in Germany. 
(Libeskind, 1999)
The staircase which leads one down into a cold abyss, into a room filled 
with steel cut-outs of faces, utilises unique geometry in order to address the 
senses. As one descends, Daniel Libeskind utilises temperature to allow the 
sense of touch to be heightened. 
Through unstable ground (in places), 
strange geometric arrangements, ex-
clusion of light and adjustments of 
temperature, Libeskind achieves the 
experience of the Jews. Unfortunately 
through negative connotations.
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The use of loose steel cut-outs laid out on the 
floor allows for an unstable walking surface. 
This demonstrates the struggles experienced 
while enhancing the connection to the ground.
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Water - Evokes Sound, Emotion and movement
Salk Institute - Louis Kahn: The use of water within the Salk Institute, 
by Louis Kahn, evokes a space of serenity and peace. The image 
above does not include many people and one might argue their in-
clusion could change the perception of this space. I feel to a degree 
it could, yet not so drastically as to alter the waters effect.
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Seattle Water fountain: Water along with movement can be utilised 
in different ways to arouse the senses. The above two-dimensional 
representation of a fountain in Seattle is able to create a sense of 
sound through vision even without directly experiencing the space 
itself. Each individual might perceive a slightly different sound when 
viewing this image, yet it is still possible to identify sound through 
vision.
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The inclusion of the Haptic and Tactile Senses
Casa Batllo: Much of Gaudí’s work was marked by his four life pas-
sions: architecture, nature, religion and love for Catalonia. Gaudí 
studied every detail of his creations, integrating into his architecture 
a series of crafts in which he was skilled: ceramics, stained glass, 
wrought ironwork forging and carpentry. He introduced new tech-
niques in the treatment of materials, such as trencadís, made of 
waste ceramic pieces.
9. Escoles: Gaudí rarely drew detailed plans of his works, instead 
preferring to create them as three-dimensional scale models and 
moulding the details as he was conceiving them.
Casa Batllo:  In the image of the staircase below the 
role of the hand is evident. It is for this reason I feel 
Gaudi’s architecture is both visually appealing as well 
as sense evoking. 
Innovative design and use of materiality allows for intriguing design 
which is capable of relaying a sense of touch, taste, smell, feel 
and look. 
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“Those who look for the laws of Nature as a support for their new 
works collaborate with the creator.”
Antonio Gaudi 75
Texture as touch through vision
It is thought that one can only experience touch through 
vision if that element has been touched before. I disagree 
and feel that due to the depth of the textured element 
one is able to portray its sense of touch through vision.
Concrete allows for various finishes, through these fin-
ishes varying affects are achieved. In the image to the 
left, the random defects apparent as well as the reveal-
ing shutter marks allow for an erratic, appealing surface.
Time has attacked the brick wall seen to the left, reveal-
ing the processes under which it was created. In this 
sense I feel that the weathered affect allows for a certain 
connection between the eye and the hand.
Having experienced the touch of steel, it is known that it 
is a cold element. Yet we tend not to listen. Upon placing 
an object down upon this surface, we are able to sense 
the sounds certain elements would make. This is sensed 
through the primary sense; touch.
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“Texture is the most enduring and ubiquitous under-
pinning of form... certainly a calming, meditative and ap-
pealing world for both the eye and mind.”
Lynda Lehmann 77
Texture as touch through vision
D. E. Shaw offices. The use of indirect light 
along with colour is able to evoke emotions 
through simple means.
Institute for Sound and Vision. The contrast of 
shadows and light (of which is ever changing, 
dependant on the time of day) allows for an 
architecture of indirect interaction.78
“Come forth into the light of things, let nature be your teacher.” 
William Wordsworth 79
Movement
The introduction of movement within architecture brings ones attention to various elements within the building, focusing ones attention on the moving elements. I feel this could be linked to 
sensory architecture and utilised to relate these spaces to all of the senses. 
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“Music is the movement of sound to reach the soul for the 
education of its virtue.”  
Plato 81
Movement
The album art and music videos of the contemporary, progressive 
rock band, Tool, utilise brightly couloured visuals. It is through these 
visualisations, along with the vibrations of the bass, that the Deaf are 
able to experience their music. They make use of optical illusions 
within their videos which allow for a certain perception of inclusion. 
I feel it is possible to incorporate these means within architecture to 
allow for more experiential space creation.
It is through analysing how these senses are heightened in a negative way that we are able to attempt 
positive reactions from our senses within architecture. I feel the inclusion of water, light, shadows, colour, 
movement, visuals and hapticity within architecture will arouse the senses. Often we as a society feel bad 
for the people with disabilities which are apparent to us (someone in a wheelchair), thus often the sensory 
disabled are not considered. The intention here is to include all design while designing, leaving nothing to 
be designed as an afterthought. This will enhance all users experiences within the architecture we create.
82
“The entrepreneur is essentially a visualizer and an actual-
izer... He can visualize something, and when he visualizes it he sees ex-
actly how to make it happen.”
Robert Schwartz 83
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[S]ite Analysis
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[S]ite Selection
99
It was decided that the existing building
on site would be demolished to accommodate
the propossed music school for the Deaf.
 
The existing programme within this building
would then be incorporated into the propossed
building. This programme being workshops, 
both wood work and steel, as well as arts and 
crafts.
Breaking through the existing structure in cer-
tain strategic postions allows a link between the 
existing courtyard and the propossed experien-
tial spaces created within the new building.
These spaces would act as pause spaces be-
tween the courtyard and the space intended for 
experience.
St. Vincent’s School for the Deaf
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As seen from the photographs taken, the existing state of the school does not accommodate the needs of the Deaf. The school was 
taken over and utilised as an institute to educate Deaf students within South Africa. With a complete neglect to the user group of 
the school, the wants and needs of the Deaf are neglected. I feel the introduction of architecture which addresses their “dissabilities” 
would aid in an enjoyment of education as well as the possible further inclusion of the Deaf with in a the general community. 
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In these photographs, one can see the attempts made at transforming the existing structures in order to accommodate the deaf in some manner or another. Unfortunetly, with no 
disrespect, these attempts are lost and ineffectual at best. It is for this reason that I have chosen this as my site in order to address the requirements of the Deaf. Placing a building 
which is designed for the Deaf, within an existing institute allows itself to act as a catalyst which is able to affect the growth of buildings which surround it.
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[D]esign Concepts
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The use of a U-shaped building allows one to be held within the space it creates. The intention is to utilise this affect, creating altering experiences through the design which react to different senses. 
Creating and linking these U-shaped buildings becomes a challenge when composed as seen above.
It is for this reason that I intend on Limiting the U-shape on the level above only, thus still achieving a space in which one arrives and experiences as an independant element within the design.
This allows for a clear path through the building, giving one the opportunity to transition from space to space.
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Experience
Pause
Experience
Pause
Experience
Pause
Experience
Experience
Pause
Experience
Pause
Experience
Pause
Experience
The U-shaped buildings are strung alongside one another, seperated by a “Pause” space which allows for a space of 
tranquility and peace between spaces of experience. This “Pause space” allows ones senses to refresh and recharge 
after having experienced a previous portion of the building in preparation for the next experience. 
It is intended to include three routes through the building. This will allow for “infinite” experiences through the building 
as the opportunities and options are endless. One could transition from one space to another in many different ways.
1 - A “private” route portrayed in red allows students and staff direct access without “forcing” them through the experi-
ence of the building
2 - The central route is the route intended to experience space from space. Transitioning from experience space to 
pause space.
3- The external route is an alternative route intended to allow access directly into the experiential spaces from the 
existing courtyard.
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+ +
A combination of the above three concepts allowed for a versatile design. The first image creating the U-shaped buildings, which limits access to one side alone, the second image which establishes 
the U-shape in a manner which allows the ground floor some freedom and the third image which incorporates elements of solidity as well as transparency with in the design.
The combination of the three allows the propossed building to achieve what was set out in the concept, while allowing a certain amount of rigidity within the design.
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[P]rinciples
119
- Indoor and outdoor spaces merge into one another.
- Architecture of horizontal planes - Roofs and platforms, open colonnades, verandahs and courtyards with fountains.
- Open to sky space
- Architecture of deep recession and extreme contrasts of light and shade.
- Platform theme on which events take place.
- Ommission of doors in many examples - Visual privacy achieved through the change in levels
- Use of semi-covered spaces.
- Internal streets with setbacks.
- Idea of maze or puzzle with a sense of progression.
- Concerns for appropriate materials and technologies
- Sense of curiosity and experimental - Allows for a sense of adventure.
- Believes architecture should grow out of a strong conceptual idea and be expressed directly elegantly and succintly.
- Top lighting
Charels Correa
120
121
Utilising existing principles from well known architects is evident within the design. 
The most evident being the introduction of a similar staircase structure as Charles 
Correa, utilising his open to airspace and the merging of indoor with outdoor space.
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Here we are able to identify the similar stair structure that 
would be used within the courtyard space, as inspired by 
Charles Correa.
The introduction of a spatial sculpture which restricts ones 
experiences, playing on the ideas of claustraphobia as well 
as open to sky space. These sculptural elements were influ-
enced by Richard Serra, a world famous installation artist/
sculptor.
I feel the combination of Charles Correa’s open to sky space 
and nature (the seasons specifically) could play a large role 
in addressing the senses. 
We as architects 
often neglect the 
change in season 
within design.
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- Place
- Material
- Energy
- Presence
- Recollection
- Memories
- Images
- Density
- Atmosphere
- Permanance
- Concertration
Peter Zumthor
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[P]rogramme
Foyer/Reception
Offices
Boardrooms
Music rooms
Amphitheatre
Pavilion
Cafe/restaurant
Library
Workshops
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[D]esign Process
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Positional Diagram
Plan 1:200 Internal Perspective
Sectional Perspective
Reception
Library
Study/ Reading 
Cafeteria
Auditorium
Workshops & Classrooms
Amphitheatre
C
h
a
r
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t
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Within the design charrette (a week long process utilised to 
try and achieve a building and address certain problems and 
criteria) Several issues and questions arose. The argument 
was made, is it not possible to achieve “sensory architecture” 
through a simple singular sculptural element which addresses 
majority of the senses? 
I agree that this is possible yet does it create sensory ARCHI-
TECTURE or does it merely achieve the need for the use of 
the senses within a space as exactly that, a sculpture?
As seen on the right, if one were to introduce water, texture, 
light, movement (through water) etc. within this sculptural ele-
ment and place it within a space, would that space not ad-
dress all the senses? I feel it would have an affect on the 
senses as intended, but merely a sculptural element does not 
address what is possible from an architectural point of view.
We as architects have the possibility of enhancing the lives of 
those around us through the creation of space. I feel it is pos-
sible to address the senses in a more intimate, detailed man-
ner through the introduction of certain features within design 
as well as innovative thought.
131
Restricted horizontally Narrow spaces Enclosing spaces “Standard enclosure”
Wide spaces Opening spaces Innovative enclosureRestricted vertically
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The use of innovative means within design allows for the en-
hancement of the senses within a space. As seen in images to 
the left, restricting one within a space makes one more aware 
of their surroundings as well as their senses.
The idea is to incorporate such elements within the design in 
order to address the senses through the experiential space.
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Concept Models
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[F]inal
145
Brick Structure
Glass Brick Structure & Light Weight Timber Structure
Mud Structure
Timber Framed Concrete Structure
Gabian Walls Within Concrete Structure
Steel Framed Concrete Structure
Light Weight Open Plan Concrete 
Structure, With Roller Shutters
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Types of Construction
147
Brick Structure
Types of brick bonds
The creation of an experiential space.
Plan
Utilising brickwork in ways which allow one 
to express the use of brick. 
Utilising lighting, colouring as well as floor 
texture can alter ones experience as they 
progress through the building.
Elements of movement allow for a 
dynamic interaction.
Threshold detail between Light 
weight steel flooring and timber 
railway sleepers.
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Properly Prepared 
Joint
When it comes to brick work, we as architects have an arsenal of choice. We tend to forget that types of brick can 
provide different affects as well as the combination of altering the jointing as well as the styles of brick laying. The 
variations of utilising soldier coursing, english bonds, flemish bonds, stretcher bonds etc. while varying the way in 
which the brickwork is jointed can provide varying affects.
Jointing
Beaded Mortar 
Joint
Weaping Mortar 
Joint
Concave Joint V-Joint Weathered Mortar 
joint
Raked Mortar Joint Flush Mortar Joint Struck Mortar Joint
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Glass Brick Structure & Light Weight Timber Structure
Plan
Utilising glass bricks in ways which allow 
one to express the use of glass brick. 
Utilising the “Open to Sky” principle of 
Charles Correa, the combination of timber 
and glass bricks allows for a sense of 
enclosure
Glass bricks come in a range of col-
ours, which, when combined are able 
to address the senses. Include light, 
and the experience is heightened
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Utilising foliage which is deciduous, 
allows for not only winter heat gain 
via the sun angles but also includes 
the seasons within the design.
Hanging elements situated above 
allow for indirect interaction through 
movement.
The glass bricks used on the ground 
floor provide variations of light, 
through colour.
Glass bricks, similarily to bricks, come in assorted sizes, patterns and 
colours. If we as architects were to combine their use in a tactile, tasteful 
manner, we could achieve a lot more than merely providing shelter.
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Mud Structure
Plan
It should be evident in the plan of a 
structure whether it is made out of mud or 
not. The thickened walls and deep reveals 
make this visible.
The thickness of the walls allows for vari-
ations in the depth of window reveals. As 
architects we would be able to play with 
the position of where the glass is situated, 
and vary its placement for effect.
As with the windows deep reveals due to 
the depth of the wall, one can see how 
seating would be provided within the 
walls. Thus allowing for an alternate dining 
experience within the restaurant.
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Mud architecture has been around for many years 
and still exists in certain parts of the world. 
As seen in these pictures and as previously stated 
with previous materials, many variations exist of 
a specific material in a single state. It is possible 
to achieve endless alternate finishes by applying 
different techniques, as well as, utilising variations in 
materials.
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Timber Framed Concrete Structure
Allowing for different depths of timber in 
section can create a “wave” like effect 
which is able to run the facade of the 
building, either horizontally or vertically. 
Similarly to the famous “Aqua” building in 
Chicago.
No two cuts of timber are identical... 
If we remember this and utilise it within 
design I think we would be able to achieve 
great sensations within a space.
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The availability of timber in many states as well as in many sizes allows us as architects to combine them within design in a manner which addresses the senses. As with most materi-
als, the exposure to weather would alter the appearance of timber, yet it should be done in a tasteful manner with strucure in mind.
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Front entrance
170
171
View into reception/lobby
172
Open to sky space
173
View of library from the courtyard
174
175
Interior view of Reception/Lobby area
176
177
Exterior view of entrance
178
179
Interior view of entrance
180
181
Exterior view of internal street
182
183
Diagram portraying the three routes 
through the building
184
Diagram portraying vertical circula-
tion within the building
185
Public 
186
Private
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[T]echnology
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In conclusion:
It is time, change, weather, seasons, innovation and the infinitability of crea-
tion that we as architects need to explore. 
Whether we utilise a specific type of material within design as a repetitive element, this specific 
material has many forms, many facades...
No one concrete casting is identical to the next
No one brick resembles another
Timber alters with each cut
The variations within metal are infinite, not just restricted within the type of metal (Steel, Aluminium, Copper etc.)... 
Lets remember these words and utilise them in order to explore our potential of space crea-
tion to the fullest.
Thank you
202
Craig Wamran 203
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“People are going deaf because music is played louder and 
louder, but because they’re going deaf, it has to be played 
louder still.”
Milan Kundera
All unreferenced images/photographs in this document are the works of Craig Warman.
All unreferenced graphic work in this document are the works of Craig Warman
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“Music is the link between the tangible and emotions. Whether 
heard or felt, it is music which has the ability to unite us all. Regardless 
of genre or style, music is an inevitable art which is near im-
possible to avoid ... as is architecture”
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